Fashion manufacturing in New Zealand : can design contribute to a sustainable fashion Industry? by Finn, Angela L.
 
 
 
This is the author version published as: 
 
 
This is the accepted version of this article. To be published as : 
This is the author version published as: 
 
 
 
 
  
 
 
 
 
 
  
 
 
QUT Digital Repository:  
http://eprints.qut.edu.au/ 
 
Finn, Angela L. (2008) Fashion manufacturing in New Zealand : can design 
contribute to a sustainable fashion Industry? Bachelor of Art & Design (Hons) 
dessertation, Auckland University of Technology. 
           
      © Copyright 2008 Angela L. Finn 
Exegesis as part of Practice Led Research Dissertation 
 
FASHION MANUFACTURING IN NEW ZEALAND
Can design contribute to a sustainable fashion industry?
           
  
This exegesis is submitted to Auckland University of Technology for 
the Honours degree of Bachelor of Art and Design.
Angela Finn – Diploma of Arts (Fashion) 
October 2008
III
TABLE OF CONTENTS
Table of Images ................................................................................................. v
Attestation of Authorship ................................................................................. xii
Intellectual Property Rights  ............................................................................ xv
Acknowledgements  ....................................................................................... xvi
Abstract  ......................................................................................................... xix
Introduction........................................................................................................1
Part I: Contextual Framework ...........................................................................5
Fashion in New Zealand ................................................................................... 7
Fashion Manufacturing ....................................................................................11
Distinct Look or Handwriting ........................................................................... 13
Mariano Fortuny .............................................................................. 15
Gabrielle Chanel ............................................................................. 19
Madeleine Vionnet .......................................................................... 19
The Japanese in Paris ....................................................................23
Issey Miyake: A-POC ...................................................................... 25
Claire McCardell ............................................................................. 29
Sustainability ................................................................................................... 33
Part II: Methodology ........................................................................................37
Action Research .............................................................................................. 39
Tacit Knowledge .............................................................................................. 41
Design Research through Action .................................................................... 43
Summary .........................................................................................................71
Appendix A: Full Circle: A Collection of Prototypes ........................................77
References ......................................................................................................91
Notes: ..............................................................................................................99
VTABLE OF IMAGES
Title Page
Finn, A. Finished Prototypes on Dress Forms. Digital Photograph. 2008.
Fig. 1:1
Labrum, B. & McKergow, F. & Gibson, S. (2007). Neighbours pinning a pattern to 
fabric on the kitchen lino fl oor. In Looking fl ash : Clothing in Aotearoa New Zea-
land. Auckland: Auckland University Press. p.5.
Fig. 2:1
Christian Dior gown manufactured by El-Jay in New Zealand c.1950. From the Auckland 
Museum Collection. Retrieved September 15th, 2008 from http://muse.aucklandmuseum.
com/databases/general
Fig. 3:1 
Healy, R. (1993). Detail from ‘Delphos’ gown. In Worth to Dior: Twentieth century fashion. 
Melbounre: National Gallery of Victoria. p. 35.
Fig. 4:1
Fukai, A. (Ed.) Mariano Fortuny Delphos Dress. In Fashion: The collection of the Kyoto 
Costume Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. 
p.391.
Fig. 5:1
Fukai, A. (Ed.) Mariano Fortuny Delphos Dress. In Fashion: The collection of the Kyoto 
Costume Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. 
p.381.
Fig. 6:1
Fukai, A. (Ed.) Mariano Fortuny Tunic and Pants. In Fashion: The collection of the Kyoto 
Costume Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. 
p.384.
Fig. 7:1
Fukai, A. (Ed.) Gabrielle Chanel Day Ensemble. In Fashion: The collection of the Kyoto 
Costume Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. 
p.403.
Fig. 8:1
Fukai, A. (Ed.) Madeleine Vionnet Dress. In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen.  p.404.
VII
Fig. 9:1
Fukai, A. (Ed.) Madeleine Vionnet Dress 1918-1919. In Fashion: The collection of the Kyoto 
Costume Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. 
p.406.
Fig. 10:1
Kawamura, Y. (2004). Issey Miyake: A Piece of Cloth (1976). In The Japanese Revolution 
in Paris Fashion. Oxford: Berg Publishing. p.135.
Fig. 11:1
“A-POC”. Retrieved 24th May, 2008 from  http://www.mediaruimte.be   
Fig. 12:1
Fukai, A. (Ed.) Issey Miyake dress: Pleats please Issey Miyake guest artist series no.1: 
Yasumasa Morimura on pleats please . In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen.  p.406.
Fig. 13:1. 
Fukai, A. (Ed.) Claire McCardell Swimsuit. In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. p.553.
Fig. 14:1
Fukai, A. (Ed.) Claire McCardell day dress.In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen.  p.551.
Fig. 15:1
Design for an afternoon dress and belt. From Anna Maria and Stephen Kellen Archives 
Centre. Retrieved June 2nd, 2008 from  
http://library.newschool.edu/speccoll/fashionhistory/mccardell.php   
Fig. 16:1
Fukai, A. (Ed.) Claire McCardell day dress.In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen.  p.550.
Fig. 17:1
Kirke, B. Madeleine Vionnet aged 96 years. In Madeleine Vionnet. California: Chronicle 
Books LLC. p.27.
Fig. 18:2
Kirke, B. Madeleine Vionnet draping the pattern for her new design. In Madeleine Vionnet. 
California: Chronicle Books LLC. p.6.
IX
Fig. 19:2
Action Research. Retrieved 2nd June, 2008 from http://www.waier.org.au/forums 2004/
earnest.html  
Fig. 20:2
Finn, A. Design Research Through Action. CAD Drawing. 2008.
Fig. 21:2
Finn, A. Initial Concepts. Digital Photograph. 2008.
Fig. 22:2
Finn, A. Discontinued Experiment from Spiral Concept. Digital Photograph. 2008.
Fig. 23:2
Design for an afternoon dress,jacket and belt. From Anna Maria and Stephen Kellen 
Archives Centre. Retrieved June 2nd, 2008 from
http://library.newschool.edu/speccoll/fashionhistory/mccardell.php   
Fig. 24:2
Finn, A. Hoodie top cut from two semi circles. Designer’s sketch. 2008.
Fig. 25:2
Fukai, A. (Ed.) Madeleine Vionnet dress.In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen. p.413.
Fig. 26:2
Fukai, A. (Ed.) Pattern of Madeleine Vionnet dresses. In Fashion: The collection of the 
Kyoto Costume Institute: a history from the 18th to the 20th century. Köhn; London: 
Taschen. p.414.
Fig. 27:2
Finn, A. Adding fullness: Half Scale Development. Digital Photograph. 2008.
Fig. 28:2
Finn, A. Godet Dress Concepts, Plan of Action and Notes. Designer’s sketch. 2008.
Fig. 29:2
Finn, A. Cutting Godets: Related concepts and Notes. Designer’s sketch. 2008.
XI
Fig. 30:2
Finn, A. Godet Skirt Plan of Action and Notes. Designer’s sketch. 2008.
Fig. 31:2
Finn, A. Further developments from godet dress toile. Designer’s sketch. 2008.
Fig. 32:2
Finn, A. Cutting armholes: Hoodie toile development. Designer’s sketch. 2008.
Fig. 33:2
Finn, A. Hoodie prototype: Side, back and back with drawstring tightened. Digital 
photograph. 2008.
Fig. 34:2
Finn, A. Plan of action from hoodie concept. Designers sketch. 2008.
Fig. 35:2
Finn, A. Reverse mitre: Concept sample. Digital photograph. 2008.
Fig. 36:2
Finn, A. 3rd iteration: Concept development (1). Designer’s sketch. 2008.
Fig. 37:2 
Finn, A. Plan 3rd iteration: Concept development (2). Designers sketch. 2008.
Fig. 38:2 
Finn, A. Trial range line up with fabric swatches. Designers sketch. 2008.
Fig. 39:2 
Finn, A. Binding concept sample. Digital Photograph. 2008.
Fig. 40:2 
Finn, A. Hand made button loops sample. Digital Photograph. 2008.
Fig. 41:2 
Finn, A. Final range line ups with fabric swatches. Designers sketch. 2008.
Fig. 42:2 
Finn, A. Final range line ups: Side and back views. Designers sketch. 2008.
Fig. 43:2 
Fukai, A. (Ed.) Label of Madeleine Vionnet. In Fashion: The collection of the Kyoto Costume 
Institute: a history from the 18th to the 20th century. Köhn; London: Taschen.  p.414.
XIII
ATTESTATION OF AUTHORSHIP 
I hereby declare that this submission is my work and that, to the best 
of my knowledge and belief, it contains no material previously published 
or written by another person nor material which to a substantial extent 
has been accepted for the award of any other degree or diploma of a 
university or other institution of higher learning, except where due 
acknowledgement is made in the acknowledgements.
Signed: 
Date:   
XV
INTELLECTUAL PROPERTY RIGHTS 
The designer asserts the intellectual and moral copyright of the garment designs that 
comprise  the creative content of this dissertation.  All rights of the owner of the created
work are reserved.  The designs contained in all their formats are protected 
by copyright.   Any manner of exhibition and any diffusion, copying, or 
resetting, constitutes an infringement of copyright unless previously 
written consent of the copyright owner thereto has been obtained.
Signed: 
Date:   
XVII
ACKNOWLEDGEMENTS
I would like to acknowledge the support of my research mentor and unoffi cial supervisor, 
Dr Joan Farrer (RCA). Her expertise in the fi elds of Research, Fashion Research and 
Sustainability has proved invaluable. Dr Farrer gave her time freely and generously 
for the many tutorial sessions and critiques that have supported and enhanced my 
research practice.
I also wish to acknowledge the following people who supported and facilitated my 
research throughout this honours project. I would have been unable to participate in this 
programme without the joint support of AUT University and the following members of the 
Faculty of Design and Creative Technologies.
Dr Welby Ings – Postgraduate Studies - Graphic Design
Desna Jury - Head of the School – Art & Design 
Amanda Smith – Head of Department - Fashion
I wish to make special acknowledgement of Dr Jan Hamon for welcoming me into the 
Fashion reading group, without which I would have been unable to participate in this 
programme. I acknowledge, with thanks, the support and guidance that I have received 
from my tutors Dr Welby Ings and Lisa Williams.
I would like to thank Lisa Lloyd Taylor for sharing her collection of fashion books that 
would otherwise have been diffi cult for me to access. Linda Jones, Kim Fraser and 
Lisa Lloyd Taylor, along with many other colleagues in the Fashion department, have 
commented on my work giving me feedback that is necessary for me to refl ect on my 
practice. 
XIX
ABSTRACT
In the late 1990s New Zealand fashion gained some international recognition for its 
dark edginess and intellectual connection due to its colonial past (Molloy, 2004). In 
the years since, this momentum seems to have dissipated as local fashion companies 
have followed a global trend towards inexpensive off shore manufacturing. The 
transfer of the making of garments to overseas workers appears to have resulted in 
a local fashion scene where many garments look the same in style, colour, cut and 
fi t.  The excitement of the past, where the majority of fashion designers established 
their own individuality through the cut and shape of the garments that they produced, 
may have been inadvertently lost. Consequently a sustainable New Zealand fashion 
and manufacturing industry, with design integrity, seems further out of reach. The 
fi rst question posed by this research project is, ‘can the design and manufacture of 
a fashion garment, bearing in mind certain economic and practical restrictions at its 
inception, result in the development of a distinctive ‘look’ or ‘handwriting’?’ Second, 
through development of a collection of prototypes, can potential garments be created 
to be sustainably manufactured in New Zealand? 
KEY WORDS
Fashion Design, Fashion Manufacturing, Sustainability, Distinct look, New Zealand
Introduction
3INTRODUCTION
New Zealand started to build an international identity in 1997 when several established 
designers showed their labels Zambesi, World, Moontide and Wallace Rose at 
Australian Fashion Week in Sydney. These designers had some success in building 
a profi le for New Zealand fashion as being “‘dark’, ‘edgy’ and ‘intellectual’”(Molloy, 
2004). The previous year British designer Alexander McQueen had already received 
international recognition for his 1996 London Fashion Week show, held in a Gothic 
church. Amy Spindler, describing it in an article that appeared in the New York Times 
on the 5th of March 1996 said,
With candles perched along the pillars of the weathered church where his ancestors 
were christened, and a skeleton seated in the front row, there was a macabre mood, 
even for Mr. McQueen. His staff spun tales about Christchurch for the audience as 
it was being seated: victims of the Black Death were buried beneath it, and their 
ghosts wander the catacombs; the architect was a Satan worshiper.
The momentum behind this distinct look of New Zealand fashion seems to have waned 
as European fashion designers moved away from the dark, gothic designs of the late 
1990s.1 However, the majority of New Zealand designer fashion, while revered in the 
national media, may be said to lack originality and a look that is distinctly New Zealand 
design.2 This could be a result of the way in which fashion educators, the fashion 
industry, and hence the understanding of fashion and its design, has developed in 
New Zealand. In order to redress this situation, an investigation of selected iconic 
international designers who created their own distinctive ‘handwriting’ has taken 
place. This research applied similar methods from their design models to a collection 
of prototypes to demonstrate the possibilities of good design aesthetic , with pattern 
and fabric engineering, in developing production to create a sustainable fashion 
manufacturing industry in New Zealand.  
Part I: 
Contextual
Framework
7FASHION IN NEW ZEALAND 
The fashion industry in New Zealand is relatively young in international terms.3 The 
local industry, over the past 150 years, could be described as being made up of clothing 
manufacturers and dressmakers, both of which played important roles in shaping the 
way in which New Zealanders and outsiders understand New Zealand Fashion.4 
The discipline of fashion design did not develop in New Zealand in the same way it had 
evolved in Europe; through the Industrial Revolution, through the Arts & Craft period 
supported by Textiles & Apparel manufacturing. (Jones, R. M. 2006). New Zealand 
clothing and subsequently Fashion grew from the latest European designs due to 
cultural links of the immigrant population. 
Designers have despaired of the ‘Saturday morning feel’ to our clothing 
and for a good part of our history we waited for the northern hemisphere to 
dictate fashions to us. (Labrum & McKergrow & Gibson, (Eds.) 2007.)
The market demand centred on fashions from 
Paris and London which were highly desirable 
but were far away and expensive to buy. The 
alternatives to genuine imports were locally 
manufactured versions of overseas fashions 
under license agreement.5 Dressmakers also 
produced variations of these designs for their 
clients, often adding their own decoration to 
the ‘design’. Clothing manufacturers often 
produced blatant copies of well known European 
designers work, also known as knock offs.6  
Fig. 1:1. “Neighbours pinning a 
pattern to fabric on the kitchen 
lino fl oor.”
9The excerpt below is taken from an article written 
by Felix Schwimmer and published in the New 
Zealand Design Review journal Design Review. 
It is an explanation of the activity of a fashion 
designer in developing a design collection. It is 
important to consider that the author is writing 
about New Zealand fashion design in 1949.
The Mecca of the Continental, British and 
American designer was and is— Paris. 
Before putting the fi rst line on paper for next 
season’s designs, he will have to see in 
Paris what the “Couture” suggests, indicates 
or dictates...
... what one sees may not be registered 
elsewhere than in ones memory. The use of drawing paper and pencil brings 
a serious warning the fi rst time; the second time very polite but defi nite 
expulsion.
After the show the designers grab their hats and coats and rush to a close-
by café, spread out their sketch-books and sketch feverishly all they can 
remember of the models seen. (Schwimmer, F. 1949).
The publication of this article in a scholarly journal supports the idea that New Zealanders 
did not consider the practice of copying unethical but rather were proud to discuss the 
role of the fashion designer and their methods in the industry in a very open and honest 
manner. In New Zealand the design of a garment and the making of a garment was the 
same thing.7
There are two important associations to be made from this core characteristic of the 
history of fashion in New Zealand. First, New Zealanders developed a high regard for 
Fig. 2:1.  Dior gown c.1953 part of 
the Auckland Museum Collection 
manufactured in Auckland by Gus 
Fisher proprietor of El-Jay. 
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genuine fashion items due to the integrity of design, cut, fabrication and suggestion 
of buying into a lifestyle. Second, the recreation of fashion garments (imitations), 
particularly by dressmakers as the real thing was out of reach (geographically and 
fi nancially), was celebrated rather than criticized. This appreciation of unattainable 
fashion, resulting in mimicking garments made with a very high level of craft and skill 
involved, has resulted in acceptance of and consumer support for an  industry that today 
retains the practice of interpreting fashions (copying) from the northern hemisphere for 
the local New Zealand fashion market.  
FASHION MANUFACTURING
The New Zealand fashion industry has followed the global trend of out sourcing the 
manufacture of textiles and garments to off shore factories. In particular 30% of clothing 
is manufactured in China (Statistics NZ. 2008). The move toward off shore manufacture 
is motivated by the substantial differences in manufacturing costs between garments 
produced locally and those produced in parts of Asia. This inequity in the cost of labour, 
hence manufacture, has resulted in mainstream fashion items that are produced quickly 
and can be retailed relatively cheaply when compared to New Zealand made fashion 
garments. This clothing is cheap enough to be considered throw away by consumers 
with tops or skirts available in Queen Street, Auckland City, at a price that equates to 
that of a 1kg block of cheese. 8
Industry sectors supplying labour and raw materials to local manufacturers were 
downsized and fabric and trimming suppliers reduced their stock lines and their 
products became more diffi cult to buy. There was a reduction in the number of Cut, 
Make and Trim (CMT) suppliers in the marketplace. The number of jobs available to 
New Zealanders working in the clothing manufacturing industry diminished (Blomfi eld, 
P. 2002). Manufacturers that were able to produce garments that remained competitive 
with the infl ux of inexpensive imported products did so at a hidden cost. The practice 
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of training textile and garment workers has diminished and consequently the number 
of skilled workers available in the marketplace has declined.9 (Jenkins, J. & Fraser, K. 
2000).  This resulted in a ‘generation gap’ in the industry in terms of technical skills 
(Blomfi eld, P. 2002).
Off shore manufacturing relies on economies of scale and so the minimum number of 
units required for each product to be manufactured could not be met by a small fashion 
design business where sales of a style might reach 5 to 20 units across the size range 
offered.10 Consequently, the move of mainstream fashion to off shore manufacturing 
presented local designers with some additional challenges. It appears that they were 
faced with diffi culties on several fronts; supply of raw materials, availability of local out 
sourced manufacture, ability to source suitably qualifi ed labour and an increased price 
gap between designer fashion garments and mainstream fashion. 
DISTINCT LOOK OR HANDWRITING
I have examined iconic designers who have taken inspiration from the making of 
garments and used it to develop their designs. The work of contemporary designers 
such as Martin Margiella, Hussein Chalayan and Junya Wananabe or the current work 
of Yohji Yamamoto could be used in this study because of their distinctive styles and 
approach to the design, fabrication and cut of a garment. They also challenge the 
connotations of what a fashion garment is and how it looks and how it fi ts the body. 
However, to focus on the originators of this methodology; Fortuny, Vionnet, Chanel, 
Miyake and McCardell, forms the scope of this exegesis. There is no formal order to 
the review of these designers works (such as date or alphabetical). I have chosen to 
review the work in the order that is most useful to my points of view.
15
MARIANO FORTUNY (Spain & Venice: 1889-1949) 
Italian designer Mariano Fortuny developed the iconic style of the early 1900s with his 
designs that became characteristic of the period. As a designer and maker I, and the 
designer in me, recognise that the motivation for Fotuny’s work lay in the construction 
of his garments. In particular two of the classic styles created by Fortuny have resulted 
in garments that are adjustable in fi t as a result of their design. He used two methods 
to achieve this functionality; drawstrings and unstructured pleating. He was known to 
be particularly proud of the functional aspects of his design as evident in the following 
passage quoted by Robyn Healy from a book about his life.
His approach to dress design was 
unorthodox. He regarded his new 
dress [the Delphos] as an invention, 
registering it in Paris in 1909. [He 
described] the tea gown of pleated 
silk as a garment ‘derived from the 
classical robe but its design is so 
shaped and arranged that it can be 
worn and adjusted with ease and 
comfort.’ 11( Healy, R. 1993. p 35).
The Delphos gown was designed to be fl exible to the 
female form. Another key feature of the design was 
that the hem extended beyond fl oor length. This would 
have reduced the need for adjustment in skirt length 
for individuals. The construction of the gown was also 
kept simple. This method of construction could have 
resulted from working with the prepleated fabric, which 
would have been diffi cult to handle and seam. 
Fig. 3:1.  Detail from 
‘Delphos’ tea gown 
c.1920. 
Fig. 4:1. Evening dress 
by Mariano Fortuny 
(1930s). 
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The construction of these garments 
was ingeniously simple. Four 
pieces of pre-pleated silk were 
hand sewn together in a cylindrical 
shape. The neckline and sleeves 
were threaded with a drawstring 
and weighted with tiny Venetian 
glass beads. ( Healy, R. 1993).
Mariano Fortuny’s designs were infl uenced by his method of making garments. This 
added to the distinctive look of his fashion creations.
Fig. 6:1. Tunic top 
and pant designed 
by Mariano Fortuny. 
(1910s).
Fig. 5:1.  ‘Delphos’ dress designed by 
Mariano Fortuny (1910s). 
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GABRIELLE CHANEL 
(Paris: 1883-1971)
Iconic French designer Gabrielle Chanel developed 
a distinctive look through her use of readily 
available fabrics and innovative cutting. She is 
remembered for her use of wool jersey which had 
to be cut and fi tted in a different way to traditional 
woven fabrics.
In 1916, Chanel designed cardigan suits 
make of wool jersey, which at the time 
was a fabric mainly used for underwear. 
(Koga, R. 2002. p.402)
This modifi cation to the cut, shape and fi t of these 
garments resulted in fashions that that were more 
comfortable. The limitations of these fi ne knit 
jersey fabrics effected their design and resulted in 
the sportswear aesthetic created by Chanel in the 1920s.
Gabrielle (Coco) Chanel…designed clothing for comfort, simplicity and chic 
appearance with an innovative combination of jersey material and shapes borrowed 
from men’s clothing.( Kaga, R. 2002. p.334)
The use of jersey also required changes to the way the garments were fi nished. Hems 
and seams could not be sewn in the conventional manner. Fig. 7:1, illustrates the bound 
edges that became a hallmark of her designs, contributing to their distinct look.
MADELEINE VIONNET – (Paris: 1876-1975)
Madeleine Vionnet was a master dressmaker. It was through her thorough understanding 
of the method of making that she developed her own distinctive style. As her  knowledge 
Fig. 7:1 Classic Chanel cardi-
gan suit (c.1928). Black wool 
crepe jacket & skirt: White 
wool crepe sweater.
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of garment and pattern cutting, gained through experimentation and refl ection, was 
extensive, she was able to break the conventions of pattern and garment cutting which 
led to the development of her own distinctive style.
Vionnet was more an architect of fashion. 
Her technique of cutting garments from 
geometrically patterned fabric with a 
superb sense of construction brought about 
genuine innovations in dressmaking. [she] 
invented a wide variety of detailed designs 
like the bias cut, cut with slash or triangular 
insertion [godet], halter neckline and cowl 
neckline. Inspired by the plain construction 
of the Japanese kimono she also created 
a dress constructed from a single piece of 
cloth.(Koga, R. 2002. p.334). 
In a book on her life Issey Miyake explains his respect 
for Vionnet whose work he fi rst saw as a young designer 
in Paris in 1973. (Kirke, B. 1998. p 13).
Today, it is common understanding that one 
of the fundamentals of dressmaking lies in 
the relationship between the human body 
and the fabric itself. But as the designer 
turns more and more professional, it 
becomes tempting to head toward style, 
decoration, and the current trend, and easy 
to forget the body beneath. Vionnet, who 
worked at the beginning of the twentieth 
century never forgot this concept.
Fig. 8:1.  Vionnet gown 
1921. Black silk gorgette, 
bias cut.
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When Miyake writes of Vionnet he explains of the 
reverence he has for her as a master of her craft. His 
early exposure to this dedication to the construction 
and fi t of garments would later infl uence his own 
work. In my study of the work of Issey Miyake and 
Madeleine Vionnet I found there were  parallels in 
their design infl uences; both were dedicated to the 
making of fashion, infl uenced by traditional Japanese 
design coupled with the concept of working with a 
single piece of cloth.
THE JAPANESE IN PARIS
Since the 1970s Japanese designers Issey 
Miyake (b.1938), Yohji Yamamoto (b.1943) and 
Rei Kawakubo (b.1942)  have dominated the 
Paris shows with their distinctive ‘looks’ that 
resulted from a development process based 
on using local materials, technology and manufacturing methods to infl uence their 
designs. A common characteristic of their early collections shown in Paris was their 
reinterpretation of traditional Japanese silhouettes. The international recognition that 
they received for this distinctive Japanese style led to their establishment in the French 
Fashion System (Kawamura, 2004).
Fig. 9:1. Crepe de Chine dress 
with waterfall frills by Madeleine 
Vionnet. (1918-19).
Fig. 10:1. “A piece of Cloth”. 
Issey Miyake, 1976.
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This success, as a result of the methods used by Miyake, Kawakuba and Yamamoto, 
supports the theory that unveiling the designer and maker of a garment can return value 
to products that have had that value emptied out and replaced with commodity status 
(Sturken & Cartwright, 2001). This is what these Japanese designers understood. 
Employing these design methods offers a unique opportunity to New Zealand as most 
contemporary designers don’t make. Exploiting this conncection between the making 
and designing of garments will encourage and support a sustainable manufacturing 
industry in New Zealand, while creating fashion that is distinctive.
ISSEY MIYAKE – (Japan & Paris: b.1938)
The idea of developing a garment with minimal fabric wastage was the initial inspiration 
for the practical element of this research, which revolves around the question - 
Fashion manufacturing in New Zealand: Can design contrinute to a sustainable 
fashion industry? This concept developed through my contextual review of the 
Fig.11:1. A-POC. By Issey Miyake (1999). An overview of the creation of an outfi t from 
the tube of fabric that constituted a garment from this collection.
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works of Issey Miyake in his collection “A Piece 
of Cloth” (later to become A-POC). The Miyake 
project was based on the idea of using a single 
piece of cloth to produce a fashion garment or 
a combination of a garment and accessories, a 
focus of Vionnet and Fortuny. However here, the 
end user was involved in deciding what the fi nal 
garment would look like and interacting with the 
piece of cloth in the fi nal process of production.
The concept was that a knitted fabric (Jersey) 
could be developed that would not unravel, thus 
allowing garments to be cut by the end user, 
minimising manufacturing costs, fabric wastage 
and encouraging the end user to be involved in the 
design and make of the garment as shown in the 
image on the previous page.
In 1999, Miyake introduce “A-POC,” 
which proposed an entirely new ethic 
of future clothing. Combining modern 
computer technology with traditional 
knitting methods, he created free 
size garments that arrive as a knit 
tube. The wearer cuts out the desired 
clothing shapes from the tube thereby 
automatically customising the ready-
made clothing. (Koga, R. 2002. p.514).
Fig. 12:1. ‘Pleats Please 
Issey Miyake guest Artist 
series No.1: Yasumasa 
Morimura on Pleats 
Please”. Spring/Summer 
1997.
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I travelled to Wellington to view one of his pleated garments that was in New Zealand 
at an exhibition, The Wind, sponsored by Dyson at The New Dowse.12 The fi rst thing I 
noticed about the garment was that the pieces had been stitched together and hemmed 
before they had been pleated. I had not known that this was characteristic of his work 
in the late 1980s where he had experimented with technology and manmade fi bres.
His innovative creations rest on the Japanese textile industry, whose strength 
is chemical engineering, as well as on the traditional Japanese approach to 
clothing which emphasises the material itself. (Kaga, R. 2002. p.514)
CLAIRE MCCARDELL 
(New York: 1905-1958)
The work of Claire McCardell, considered to be a pioneer amongst the American 
designers, has also infl uenced the work that I am doing for this project. Claire McCardell 
graduated in 1928 from Parson’s Design School in New York (now Parsons New School 
for Design). Her work is eloquently explained by 
the authors of the school’s library website. 
Claire McCardell (1905-58) was arguably 
the leading force behind the development 
of American ready-to-wear fashion. From 
the 1930s to the 1950s, she revolutionized 
women’s wear by designing clothing that 
was simple, functional, and stylish, all 
within the constraints of mass-production... 
imagination was evident in the overall look 
of a piece, as well as the details of its 
construction, making the practical visually 
exciting. Her innovations include mix-and-match separates (1934), the tent 
dress (1938), and ballet slippers adapted as shoes (1944). (Parsons New 
School of Design. 2008).
Fig. 13:1. Swimsuit. Claire Mc-
Cardell. 1950-1954.
31
Fig. 15:1. “Design for an afternoon 
dress and belt”. A page from Claire 
McCardell’s sketch book now held 
in the permanent collection  at the 
Anna-Maria and Stephen Kellen 
Archives Center for Parsons The 
New School for Design, New York, 
NY. Note the reference to the gar-
ment’s price in upper right. This 
dress was designed in April, 1939 
for Townley Frocks.
Fig. 14:1. Day Dress designed 
by Claire McCardell c.1949. 
Pleated wool jersey allows for 
adjustable fi t over the body.
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The individual looks that were 
developed by McCardell have 
parallels with my research 
collection where the garments 
have been designed with their 
manufacture as inspiration. Many 
of her working sketches are 
marked with an indication of the 
retail price of the garment she 
was working on, as illustrated 
on the previous page. The 
constraints that  these technical 
considerations had on her 
designs led to the creation of an 
individual style that characterised 
the look of the 1940s and became 
synonymous with American 
Sportswear.  
Claire McCardell, with her free sense of inspiration, designed a line of 
practical and innovative sportswear with simple construction….[and] a style 
which pursued functional beauty was established.(Koda, R. 2002. p.336)
SUSTAINABILITY
The issue of sustainability has been an inspiration and motivation for this research. 
It is important to defi ne the scope of sustainability for the purpose of this research as 
it is a term that has become popular, particularly in the marketing of products, and is 
often confused with parallel issues of Eco-fashion, Re-Fashion and the Ethical Fashion 
Movement.13 The following is the defi nition of sustain as it appears in the Concise 
Oxford Dictionary:
Fig. 16:1. Day Dress. Claire McCardell. Cotton 
Satin and Broad cloth. 1940s.
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verb 1 strengthen or support physically or mentally. 2 bear (the weight of 
an object). 3 suffer (something unpleasant). 4 keep (something) going over 
time or continuously. 5 confi rm that (something) is just or valid. ( ORIGIN 
Latin sustinere, from tenere ‘hold’).
Based on this defi nition I have developed an explanation of what I mean by a sustainable 
fashion and manufacturing industry in New Zealand fashion. A sustainable fashion and 
manufacturing industry must engage in practice that is able to strengthen or support 
itself, bear the weight of internal and external threats, be equipped to survive hardship, 
support itself over time and produce fashion garments that have been designed with 
integrity.
Dr Joan Farrer, a pioneer in sustainable fashion research reminds us that sustainability 
is not just about saving the planet but is rather a scale with 3 counter balances; people, 
profi t and planet. (Farrer, J. 2008).  My engagement with the issue of sustainability within 
the scope of this research is threefold; to maintain investment and infrastructure in the 
industry, to develop product that is competitive with fashion manufactured offshore and 
to design fashion garments that have integrity and an aesthetic that is distinctive as 
a result of their manufacture. Through this action based research I have applied the 
methodologies of these design masters to develop my collection of prototypes.
Part II: 
Methodology
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 ACTION RESEARCH 
This research project falls within the domain of creative practice and as such, does not 
attempt to devolve any epistemological truth but rather to add to an existing body of 
knowledge about the human experience. There are many differing opinions on what 
research methodology is, which research methodologies are appropriate for Art & 
Design projects (Gray & Malins, 2004) and whether or not design is itself an appropriate 
methodology (Zeisel, 1984). I have chosen to use the defi nition and explanation of 
methodology that appears in “Visualising Research” (Gray & Malins, 2004, p17) in the 
selection of an appropriate research methodology for my project;
Methodology is the study of ‘the system of methods and principles used in a 
particular discipline’ (New Collins Dictionary 1986)… The aim of methodology 
is to help us understand, in the broadest possible terms, not the products of 
inquiry, but the process itself. 
Constructing methodologies is a practice that has been widely used by artists and 
designers and could be attributed to the diffi culties that arise in attempting to fi t into 
frameworks that ‘belong’ to other disciplines. As a result, many of the MPhil and PhD 
research projects discussed in readings on the topic of appropriate methodologies 
have used some form of multi-method approach (Gray, 1998). I have investigated 
a range of methodologies that are suitable for artistic practice. Inquiry by Design 
(Zeisel, 1984), Naturalistic Inquiry (Guba & Lincoln, 1985), Bricoleur (Brewer & Hunter, 
1989) and Refl ective Practice (Schön, 1995), are multi-method methodologies that 
could be used in the development of my research.  Action Research, explained as 
practice based research led by a need for social change and investigated through a 
cyclic process of planning, action, research and evaluation, appears to be the most 
appropriate research methodology for this project (Swann, 2002; Mutch, 2005). The 
key factor that led to my decision to employ this methodology was the discovery that 
action research developed a research question that had been raised in professional 
practice and practice was utilised as the main research method. The cycle of action 
research has factors in common with the design cycle used for the development of 
fashion products in the fashion industry.
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TACIT KNOWLEDGE
Tacit knowledge is explained in the simplest terms as that which we know but can 
not tell. Michael Polanyi wrote extensively on this phenomenon in his works, most 
notably Personal Knowldege and The Tacit Dimension. He explains a key factor of 
this knowledge, particularly in relation to craftsmen, in this extract quoted by Mark T. 
Mitchell from Personal Knowledge in his book entitled Michael Polanyi.
To learn by example is to submit to authority. You follow your master because you 
trust his manner of doing things even when you cannot analyze and account in 
detail for its effectiveness. By watching the master and emulating his efforts in the 
presence of his example, the apprentice unconsciously picks up the rules of the art, 
including those which are not explicitly known to the master himself. These hidden 
rules can be assimilated only by a person who surrenders himself to that extent 
uncritically to the imitation of another. (Mitchell, M. T. 2006).
Each stage of my research process has relied on my own tacit knowledge. As an 
experienced designer I know what is possible in terms of technical garment construction, 
how to minimise manufacturing costs and self evaluate ideas. The physical methods that 
I employ enhance a practice which takes place inside 
my head. The main activity of thinking and designing 
is supplemented with methods such as storyboarding, 
sketching and experimenting with fabrics and shapes on 
the dress form. Madeleine Vionnet, who was a pioneer 
in the development of her own methodology long before 
such terminology existed in relation to fashion design, 
explains this most succinctly.14 At aged ninety-six she 
was asked by Robert Freson, who was a photographer 
for the Sunday Times Magazine in London, if she would 
allow her photograph to be taken. Her reply was, “Sure, 
but you won’t be able to take what’s inside my head.” 
(Kirke, B. 1991).
Fig. 17:2. Madeline 
Vionnet aged ninety-six 
years as she appears in 
a book on her life. This 
photograph was taken in 
1975 by Robert Freson. 
(Kirke, B. 1991).
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DESIGN RESEARCH THROUGH ACTION
 Although essentially ‘action research’, the methodology employed will be made more 
rigorous, transparent and transferrable if there are modifi cations to the language and 
terminology to make them more relevant to the discipline of fashion design. The practice 
of fashion design may be described as a progression through 4 main phases. I will 
refer to these phases as Concept Development (Research), Plan of Action (Planning), 
Toile Development (Action) and Prototype Development (Evaluation). This section will 
describe and illustrate the methods used at each phase of my design process. At the end 
of this cycle I refl ect upon the feedback I receive from the fi ttings process; hypothetical 
solutions to any problems are suggested and put through the same process until the 
Fig. 18:2. Madeleine Vionnet 
draping the pattern for her 
design on an articulated artist 
model mounted on a piano 
bench, 1923. Photo by Thérèse 
Bonney.
(Kirke, B. 1991).
There are many elements of my 
design research practice that 
I can not articulate, or know, 
due to this tacit dimmension. 
The next section will separate 
my practice into 4 key phases 
and provide some examples 
of the methods that have been 
used at each stage.   Through 
the course of this research I 
have produced hundreds of 
sketches, scribbles, swatches 
and notes that are meaningless to any reader who does not have a tacit understanding 
of this discipline. These elements are included in my dissertation as part of my fi nal 
works.
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evaluation of the design returns an aesthetically suitable and technically sound fashion 
garment. A visual comparison between action research as described by Swann and 
my version ‘Design Research through Action’ can be made by referring to the following 
diagrams. 
My version of this methodology ‘Design Research through Action’ emphasises the 
cyclic nature of the research process. This cycle is repeated as necessary.
Fig. 20:2. A visual representation 
of ‘Design Research through 
Action’. This diagram represents 
the 4 key phases of each cycle 
of the research process and 
allows comparison with the 
action research model shown 
above.
Fig. 19:2. A visual representation of 
‘Action Research’. This particular 
diagram was developed at Curtin 
University for an educational research 
project. 
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The concept development phase of this project involved the combination of my contextual 
research and the practice of brainstorming, sketching and self evaluation. The most 
promising concepts are used to develop a ‘plan of action’ and are taken forward to toile 
development. These images illustrate some concepts developed when I was thinking 
about the methods used by Fortuny, Vionnet and Miyake who used simple shapes with 
minimal interference from seams to develop a fashion garment. Through the use of 
appropriate methodology these ideas can be developed and evaluated at this phase, 
avoiding investment in designs that lack potential to develop into prototypes in the 
remaining phases of the design cycle.
Fig. 21:2. The initial concept develops into a 
‘plan of action’, usually a visual representation 
of how the fashion garment might evolve from 
a 2D to 3D form. 
Fig. 22:2. The fi gures to the left show 
a draped experiment that I decided 
to discontinue in the early stages of 
development. Although a good aesthetic 
has been achieved the resulting 
garment may not have been fl exible in 
fi t. This was developed on a half scale 
dress form in combination with the fl at 
concept (labelled spiral) also shown in 
the initial concepts above.
Label reads ‘SPIRAL’
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At the concept development phase I examine 
my initial sketches and select the most 
interesting ideas which I use to develop a ‘plan 
of action’. This ‘plan of action’ is a diagrammatic 
representation of ‘how’ to create a pattern for a design. The process of sketching 
the concept is used as both a starting point and to eliminate unworkable solutions 
avoiding a formal iteration through the design cycle. Fig. 24:2, (left) shows an example 
of a concept developed from a circle. The plan of action and prototype garment that 
I developed from this simple 
design are shown in Fig. 
33:2, & Fig. 34:2. 
Fig. 24:2. Concept for 
hoodie top cut from a semi-
circle.
Fig. 23:2. I have included this image 
from the sketchbook of Claire McCardell 
(1938) to illustrate an example of a design 
concept. Note the belt idea is sketched 
roughly to ‘get the idea down’ in a simple 
way. The designer relies on her own tacit 
knowledge to determine if a design is 
workable and to evaluate its potential.
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The work of Madeleine Vionnet is often illustrated by an image of one of her iconic 
desgins accompanied by a diagrammatic of the pattern and construction of the 
garment. I believe this is necessary for her work. The genius of her design can not be 
explained by descriptive words alone. Fashion historians and curators resort to the 
true language of fashion, the visual representation, in their examination of her skill 
as a desginer and maker of fashion. The images on this page provide an example 
of the use of this method. In her book, Madeleine Vionnet, Betty Kirke has devoted 
an entire section on the cut and the pattern of 
Vionnet’s designs. For each garment that she 
discusses, alonside an image of the fi nished 
garment,  a diagrammatic representation of the 
mechanics of the desgin is included to enable a 
reader, with tacit knowledge of garment desgin 
and making, the ability to appreciate the skill and 
mastery involved in her craft. Similarly, I believe 
my designs are best explained through the use of 
these ‘plans of action’ that form a core part of my 
design research.
Fig. 25:2. (Left) 
Vionnet Dress. 
1925.
Fig. 26:2. (Right) 
Plan of Action for 
Vionnet dress 
shown in Fig. 25:2. 
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The toile development process involves the creation of the pattern and a ‘toile’ to realise 
a ‘plan of action’ that has been developed in the previous phase of the research. This 
may be acheived through traditional fl at pattern cutting or by working with fabric on the 
stand. 
This concept design (Left) was draped on 
a half scale dress form to determine ‘what 
if’ scenarios for the shape. Through self 
evaluation I could determine if the draped 
experiment was suitable to be expanded 
into a full scale toile. 
In the following pages I have included 
images that illustrate the capturing of an 
original concept that I was working with. I 
have included the notes with the images to 
try to show what I was thinking at the time 
that I did these quick sketches.
When I am satisfi ed that the toile 
development has provided a solution to any 
unknown problems and has been evaluated 
in terms of aesthetic, cut and fi t, I develop 
a fi nished prototype. This stage involves 
cutting and making the design in a fabric 
similar to the envisaged fi nal fabrication; 
independent of colour or pattern. 
I have also included images of some of the 
prototypes that I have made. These images are self explanatory to the designer and 
maker with tacit understanding of this testing process.
Fig. 27:2. Adding fullness with Godets. Half scale 
experiment. Cotton Voile.
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Fig. 29:2. (Left). A page of further developments and notes 
that resulted from the creation of the godet dress toile 
development.
Fig. 28:2. (Above). A double page from my sketchbook showing development of the godet dress 
concept and plan of action. The idea of the godet is extended through additional sketches on the right 
hand page.
Fig. 30:2. The original plan of action for a skirt developed 
on the godet and circle principles. My notes state, “I don’t 
know where this concept would be used in a garment de-
sign at the moment...”
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This section has provided an 
overview of the methods that 
I have used which form my 
methodology - Design Research 
Through action. The process is 
cyclic in nature. The prototypes 
that I developed through the fi rst 
iteration of the cycle are analyzed 
and redeveloped as necessary 
until I believe I have designed 
an aesthetically superior fashion 
garment that would be suitable 
for manufacture in New Zealand. 
Fig. 31:2. Sketches showing further design concept resulting
from the godet dress toile development.
Fig. 32:2. An image showing the cutting of an armhole in the 
hoodie prototype. Returning to design and make allow for new 
design possibilities not available in mass production.
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The outcome of this cycle of development and 
research are high level prototype samples that 
can be used to develop a fi nal collection that is 
individual and aesthetically interesting. These 
prototypes are used in consideration of the 
development of a colour story and theme for the 
season. 
Fig. 33:2. Hoodie Prototype: 
Side, Back & Back after draw-
string tightened. This is the fi -
nal garment that resulted from 
my concept and plan of action 
shown in Fig. 34:2.
Fig. 34:2. Plan of Action for hoodie 
shown above and in Fig. 24:2.
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Fig. 36:2. (Left) 3rd Iteration: Concept 
development. After some toileing and 
prototyping has been completed the 
design concepts can be refi ned and 
expanded.
Fig. 37:2. (Left) 3rd Itera-
tion: Concept development. 
After some toileing and pro-
totyping has been complet-
ed the design concepts can 
be refi ned and expanded.
I have included this image 
because it illustrates how 
the cycle is constant. Notice 
the new concepts have a 
plan of action at the bottom 
of this page.
Fig. 35:2. (Left) Reverse Mitre: Con-
cept Sample. This is a sample that I 
made of the concept shown in the top 
right of Fig. 38:2. This is a method 
that is used constantly to test ideas 
quickly.
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Fig. 38:2. Trial line up on a scrap of pattern paper. This image shows 
sketches that I have cut from my Designer’s Sketchbook and roughly 
stuck to a scrap of paper. Various swatches of fabric are put down to 
help the self evaluation process. 
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Fig. 39:2. (Above) Silk binding 
concept sample with hand made 
buttonhole stitch loops.
Fig. 40:2. (Left) Hand made but-
tonhole stitch loops. Two different 
methods of making the loops were 
tested on this one sample.
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Fig. 41:2 Final Range Line Ups with fabric swatches. Here I 
have developed the beginning of 2 collections: The diffusion 
line and couture range. At this stage I am satisfi ed with front 
views in general. I have included some side and back views 
in the middle section.
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Fig. 42:2 Final Range Line Ups. In these sketches I am 
‘thinking out loud’ by drawing the side and back views of 
my designs. 
Summary
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The primary action based research has acknowledged the afore-mentioned masters 
of design and make; Mariano Fortuny, Madeleine Vionnet, Gabrielle Chanel, Issey 
Miyake and Claire McCardell, in order to develop a prototype collection that does not 
focus on copying the work of others, but rather relies on being inspired by these iconic 
fashion designers and their design methodologies. I aimed to develop concept designs 
by sketching and draping simple squares and circles of fabric on the stand. My key 
objective was to experiment with a single shape that would be easy to cut, resulting in 
an associated reduction in patternmaking, grading and sewing costs for each garment. 
Sketching and draping of fabric and sample making, at each stage of the research, 
allowed me to evaluate concepts before investing time developing sample prototype 
garments. 
Mariano Fortuny and Madeleine Vionnet were very proud of the fashions that they 
designed and made. As mentioned, Fortuny thought his creation of the Delphos such 
an original and distinctive design that he registered it as a patent. The image below 
shows one of the labels that Vionnet and her workers attached to each garment that they 
made. Her name is presented 
as a signature, as though she 
were signing a contract. It is an 
authentication of the integrity 
evident in the design and make of 
these fashions. The fi ngerprint suggests each garment is individual and hence special. 
This exegesis has provided a theoretical and contextual background for my dissertation. 
I have explored these fi ndings through the creation of my fi nal collection entitled “Full 
Circle: A collection of prototypes” (Appendix A). This collection demonstrates the 
possibilities of building a more sustainable fashion industry through strategic design. To 
highlight the individuality of each garment in my fi nal collection (refer Appendix A), I have 
included a swing ticket that bears an illustration of the pattern (my hand made sketches 
of the plan of action). I am not concerned by those who would copy. This research has 
Fig. 43:2. Label of Madeline Vionnet. Her label was her signa-
ture. Notice the thumb print at the right end of the label.
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demonstrated that the connections between the maker, the fabric, the concept, and 
the quality, cut and fi t of each garment differentiates it from the ordinary and creates 
designer fashion. 
New Zealand has a unique opportunity to rebuild this connection between designer and 
maker to create distinctive design and a sustainable fashion industry. The integrity of the 
design of a fashion garment gives it value, makes it more desirable, and distinguishes it 
from the everyday of mainstream fashion that has been manufactured off shore. 
The deliverables from this design research through action is a design research 
methodology that provides a toolkit for fashion designers in New Zealand. By utilising 
the methods of the master craftsmen and women whose work provided the context 
of this research; simplifying garment cutting, minimising patternmaking & grading, and 
minimising seaming, I have been able to create a collection of high quality fashion 
garments with a distinct design aesthetic  as a result of their design and make in New 
Zealand. In summary, the connection between design and make will contribute to building 
a sustainable fashion industry, with a strong design aesthetic and design with integrity, 
in New Zealand. 
I now understand that my Design research methodology is rooted in ‘action’ which is 
acknowledged as a cyclic process that does not cease at the end of my exegesis or 
honours programme at AUT University. Through the process of posing initial research 
questions related to fashion and beginning to fi nd answers I have been able to identify 
the following signifi cant areas for future research. 
• What are the possibilities for design and make in New Zealand through 
engagement with leading edge technologies?
• What opportunities does Merino wool offer in strengthening partnerships 
between designers, makers and primary producers?
• Can new production models be developed to support small scale manufacture 
of quality fashion garments in New Zealand?
Appendix A
Full Circle:
A Collection of Prototypes
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Abcve & Below Right - Final Collection as presented for examination
Below - Swing Ticket for Collection
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Above Right: The reverse side of the 
swing ticket showing the plan of action 
sketch for the design shown Above and 
Right
Above & Right - Square Top. This design 
has been created from a single square of 
fabric.
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Circle Pinafore shown unbelted. The use of  narrow width  
                        fabric effects the styling.
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Right & Below - Circle pinafore shown 
in wide width fabric with belt inserted. 
Pattern is the same as for sample on 
previous page.
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Above - Drawstring hood detail
Above & Right - Hooded Tunic worn over silk skins
89
Left - Square dress shown with circle petticoat
Top Right - Hand made loop detail on back neck of silk skins
Bottom Right - Reused 1920s glass buttons at wrist
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Notes
101
The methods used at this stage are storyboarding, sketching, trial range line ups and 
fi nal range developments. This research focused on the development of the prototypes 
but I have included some images to give an indication of the possibilities for a fi nal 
collection. 
1 Except as Gothic Revival seen at Fashion Week 2008. Also excluding the few leading edge European 
fashion designers who engaged with Fashion at the Edge (Evans, C. 2003). 
2 New Zealanders that identify as Maori or Pasifi ka and produce distinctive designs inspired by traditional 
dress are not the subject of this research. The artefacts that they produce are distinctive; however they do 
not fall within the scope of designer fashion for the purpose of this research. 
3 This research deals with the designer fashion industry as defi ned by Paul Blomfi eld in his report on the 
Designer Fashion Industry in New Zealand (Blomfi eld, P. 2002).
4 Stacy Gregg provides a background to the Fashion industry in New Zealand in her new book Undressed. 
(Gregg. S. 2003).
5 There is an example of a Dior dress with a label reading ‘made in New Zealand’ on display in the 
Auckland Museum
6  An article that appeared in the New Zealand Listener (Sterling, P. 1991) illustrates a famous case of a 
Chanel knock off by a New Zealand fashion designer.
7  It is my opinion that the usage of ‘fashion design’ and ‘clothing manufacture’ remains largely synonymous 
to New Zealanders in 2008. 
8  At the time of writing a 1kg block of cheese is NZ$15.00. Queen Street is the main street in Auckland 
CBD.
9 This brief overview of a very complex industry is used to provide context only. These ideas are supported 
through my access to a fashion industry sector report written in 2000 for a private client by a colleague. 
Although included in the reference list the report is unpublished and unavailable for public access.
10  There are no fi gures on the sales per unit in New Zealand. I use my knowledge of young start up 
businesses combined with my own industry experience to give some idea of quantities involved.
11 Robyn Healy quotes the following source in her writing: Osma, G. (1930). Mariano Fortuny: His life and 
work. London: Aurum Press.
12. The Wind. (2007-2008). This was an exhibition at The New Dowse Gallery in Wellington. It was 
sponsored by Dyson and included two garments designed by Dai Fujiwara, creative director for Issey 
Miyake.
13 These parallel fashion movements, while similar to Sustainability are notably different. This is not the 
focus of this research, while it may contribute to these areas.
14  Madeline Vionnet method of development is well documented. She is known for her manner of 
developing design and pattern by working directly onto an artists articulated model that was a miniature 
made to scale.

